A Structural Hierarchy of Parallelism
The ideas developed and performed in parallel verses are organized by a structural hierarchy of parallelism. Stanza here refers to a parallel group of verses that expresses a single unit of meaning. These semantically and syntactically related stanzas can have any number of verses, including couplets, triplets, or quatrains. The four-verse structure in example (2) illustrates this. In the passage, Cortés states that his ancestors and the sacred instruments (the cross and the staff of his office) endow him with the authority to carry out prayers for the community.
The parallel verses in the example are organized into a quatrain of two related couplets. Each verse is built around the same frame, and the focus elements are all nouns. The first couplet is built with kinship nouns "mother//father" as the focus (verses 17-18) , while the second couplet PRAYERS FOR THE COMMUNITY 511
contains parallel elaborations based on objects "cross//sacred staff" (verses 19-20) . In the first couplet, the petitioner declares that he has come to the ceremony infused with the power of his ancestors. In the second, he states that the cross and the sacred staff he has brought to the ceremony are the symbols of his office. Each verse begins with a repeated anaphoric conjunction qo 1 ("with"), giving the entire structure cohesion: 
Hierarchical Parallel Structures: Symmetrical and Asymmetrical
The parallel stanzas in this hierarchical parallel structure can be symmetrical or asymmetrical. Symmetrical structures are fashioned with parallel stanzas containing the same number of verses (for instance, couplets are paired with couplets, triplets with triplets, and so on). Asymmetrical structures, on the other hand, comprise stanzas with differing numbers of verses. A structure can comprise a couplet followed by a triplet, or a triplet can be found next to a quatrain, and so on. Example (2) illustrates a symmetrical parallel structure: both of its stanzas are couplets. Example (3), which consists of seven parallel verses organized into two semantically related parallel stanzas, illustrates an asymmetrical parallel structure: the entire structure contains seven verse lines divided into two couplets and a triplet. The first stanza, a quatrain, vocalizes the physical life achievements of the ancestors, namely that they survived and grew old (verses 4-7). The second stanza, a triplet, conveys the moral lives that the ancestors led when they were part of this world (verses 8-10) . The entire structure is bound by a repeating anaphoric pronoun no 4 ("those who"): 
Parallel Elaborations around a Single Complex Sentence
Parallel stanzas that comprise a hierarchical parallel structure are frequently elaborated around a single complex sentence. This is illustrated in a passage that captures the moment when the petitioners begin to walk on their knees from the entrance of the church to the altar in example (4). Both the main phrase and the complement of the sentence are formed through the repetition of several parallel verses. The main phrase is the couplet in verses 15-16, and its complement is formed by the prepositional phrases in verses 17-20: 
Additive Parallelism
Another prevalent type of parallelism in Prayers for the Community is additive parallelism, whereby "the introduction of additive information" (Stepanova, this volume) differentiates a verse or verse group in the parallel structure from preceding members. Example (5) from Cortés' prayers illustrates how this feature strengthens, develops, and expands the message elaborated within the structure. Each verse begins with the expression sa 4 nde 20 eq 20 jnya 1 ___ ("this is what ___ petitioned"). The first couplet deploys a well-known formula that combines the kinship terms "father//mother" in the focus element of the verse. One might expect that the focus in the third line would be filled by another kinship term, such as grandfather or grandmother, but instead the petitioner chose to enhance the message by filling the slot with the adjective chaq 3 tlyu 2 riq 2 qnya 1 ("forgiveness or good things onto me"), which is not completely parallel to the previous stanza but serves to focalize the message of the entire construction: 
Parallelism across Intervening Verses
Though the great majority of parallel structures in SJQ Chatino operate between successive verses, Zurita's prayer shows that parallelism also occurs between discourse units that are separate from one another. The formulaic cluster in verses 4-7 is repeated in verses 14-17, shown in example (6). These repeating parallel units exhibit morphological variation according to the context in which they appear and the semantic integer to which the textual sequence refers.
Greg Urban (1986:26-29) describes parallel text sequences of larger scope as "macroparallelism." Frog notes that these types of parallelisms occur, for example, in formalized dialogic poetry and narrative poetry for instance a request repeated three times that elicits compliance uses the same formulaic cluster with morphological variation (personal communication, Frog February 15, 2015, and Frog "Parallelism Dynamics I," this volume) . In the present case, the parallel sequence in verses 4-7 elaborates on the physical and moral lives that the ancestors led while the sequence of verses 14-17 deals with issues concerning the younger generation: 
Formulaic Language and Grammar
Formulaic expressions are another key tool in Chatino verbal art. The classic definition of the formula in verbal art was coined by Parry (1971:272) : "a group of words which is regularly employed under the same metrical conditions to express a given essential idea" (see also Lord 1960:4) . Parry proposed this definition specifically for Homeric verse, and it does not work for all metered poetries (Foley 1981:263) . A metrical criterion for the formula is generally problematic for Chatino prayers because they lack a periodic meter. Formulae have been shown, however, to be a fundamental part of how language works: rather than being specific to metered poetry, formulae are simply shaped by the organizing principles of the form of discourse (Frog 2017:14-18) . Semantic parallelism is a main organizing principle for Chatino Prayers. Fox (2016:xi) proposes that Parry's definition can be modified for traditions organized on the basis of parallelism rather than periodic meter as "a group of words which is regularly employed under the conditions of strict parallelism to express a given essential idea" (emphasis original).
Formulaic language has been addressed in several Mesoamerican traditions based on parallelism, such as the poetic traditions of the Nahuatl (Garibay 1953; León-Portilla 1969) , and the traditions of the Mayan people of Mexico and Guatemala (Hull 2012 and this volume) . The term difrasismo was coined to refer to words and phrases conventionally paired across parallel verses to express a coherent metaphorical meaning in Mesoamerican poetry traditions. Here, I use the term formula to refer to such conventionally paired parallel words and phrases as established units of the poetic lexicon. Recurrent phraseology used in a series of verses will be referred to as "frames" according to the terminology introduced above. Some frames are a type of formula comparable to conventionally parallel vocabulary, but using the term frame avoids the thorny issue of whether a particular expression is part of the collective tradition, the performer's personal idiom, or generated in the performance context. Formulae are part of the collective knowledge of the community and provide petitioners with an important lexical reservoir that simultaneously enables flexibility while facilitating conformity to conventions of form and style in performance.
The prayer formulae use the highly sophisticated linguistic resources of the Chatino language to elicit poetic imagery, persuasion, and contrast. Some of the most frequent syntactic categories employed in such formulae include positional, existential, and motion verbal predicates. For example, some of these expressions translate as "to hang," "to stand," "to sit elevated," "to sit on the ground," "to exist," "to stay," and "to fall." Cortés employs positional and existential predicates to achieve a high level of cohesion and great contrast when he mentions the beginning of the new generation in example (7), a structure comprising eight couplets. In the first couplet, there is a combination of the predicates "to stand" in the first verse and "to exist" in the second. As the passage progresses, the positional/existential combination is briefly discontinued in the parallel couplet in verses 3-4, but resumes in the following couplet. The anaphoric adverb ka 24 ("just") strengthens the entire construction. The structure is bookended by the repetition of the opening couplet of verses 1-2 and verses 7-8, but varied as the second is the only couplet that does not end its verses with the adverb "now:" 
Common Themes Elaborated with Formulaic Language
The supplications on behalf of the community uttered by the two petitioners, Zurita and Cortés, share certain recurrent themes: the cycle of life, the new generation, the town of SJQ, the spirits, and civic service. It is formulaic language that communicates these themes, as discussed in this subsection.
Example (8) illustrates recurrent topics in SJQ prayers, issues surrounding birth and other biological stages of human life, elaborated with formulaic expressions. By employing an agricultural metaphor, "to sprout//to be born," in the first couplet of this theme in , the petitioner recounts the moment when he was born. He uses a metaphor comparing the sprouting of a plant to his birth. He also describes his birth with the motion verbs "to come down" and "to drop from a high place," perhaps from the sky (verses 67-68). Cohesion in the entire passage is maintained with the use of the word tsan 4 ("day") in each parallel verse: Using formulae with lexical extensions that denote time (hour, day) and various words that describe human beings (people, woman/women, man/men), the petitioners also express their hopes and concerns for the well-being and moral and physical success of the new generation. The point is illustrated by a passage in Cortés' prayer that expresses his hopes that the new generation will follow in the ancestor's footsteps and achieve prosperity, longevity, and wisdom, as shown in example (9). The new generations are also described in SJQ prayers by synonymous pairings of the words kwiq 2 //kneq 1 ("babies//infants") (verses 27-28): The nouns "mountain," "community," and "people" are key formula components that express a variety of ideas relating to the town of San Juan Quiahije, its institutions, citizens, and land. The mountainous terrain provides imagery in SJQ formulae such as qya 2 //kchin 32 ("mountains//people") in the frame Snyiq 4 ___ ("children of ___"): Snyiq 4 qya 2 /Snyiq 4 kchin 32 ("The children of the mountains/The children of our people"), referring to the citizens of SJQ (verses 9-10). These formulae recur throughout the prayer (verses 9-10, 23-24, 37-38) , in Cortés's petition (78-79), and in Zurita's prayer (verses 28-29 and 40-41) .
Civic service and community engagement is an obligation for every male citizen in SJQ. SJQ culture views this obligation as innate for a man born into the community. Throughout their lives, men discharge different cargos, or duties, in City Hall. This service begins when a young man is initiated into service as a helper, or topil, at the age of twelve. These cargos change during a man's life time until his old age when he becomes an elder as in example (10). This passage recounts the wishes of his ancestors that one day he serve his community, and states that he is fulfilling their wishes and desires by enunciating his prayer.
In the first couplet, the petitioner uses the formula "hand//mouth" in the frame "to ask with ___" to express that his ancestors spoke prayers on his behalf when he was young. In the second couplet, employing a common formula "work//community" in the frame "so that I may become ___," he states that his parents wished that he would one day serve the community. In the third couplet, he employs a formula comprising positional predicates "to sit in front // to hang in back" to declare his will both to lead and follow his community. He concludes this passage by using another well-known formula "mountain//community" to acknowledge the community of SJQ as the beneficiary of his service: To conclude this section, Table 1 presents a summary of the most common formulaic expressions found in the two prayers. Column 1 lists the words that make the formulaic expression; column 2 provides English glosses; and column 3 reflects the metaphorical sense of the combined elements in column 1: As a result of the long history of contact between the Chatino and Spanish languages the prayers contain many borrowings from Spanish. This is similar to what Hull describes in this volume regarding Mayan curing rites. Spanish derivations in these prayers are religious terms: God, the Patron Saint, and the Holy Spirit. In praising the spirits, the petitioners state that they are healthy, courageous, and powerful. These pronouncements are made with a combination of Chatino and Spanish words as illustrated in example (11) below.
This construction comprises four parallel verses organized into two couplets. Using Chatino words, the first couplet states that the spirits are healthy and powerful (verses 89-90). The second couplet draws on Spanish loan words. The Chatino word jwe 4 -sa 0 in line 91 comes from Spanish fuerza ("strength") and wa 4 loq 14 in line 92 comes from Spanish valor ("courage"): Examples (12) and (13) offer further illustrations of praise to the spirits that combine Chatino words and Spanish loan words. Each construction comprises three verses. The first two verses address the spirits with a well-known Chatino pair "father//mother," accompanied in the third line by a borrowing from Spanish: patron ("patron saint") in example (12) and Dios ("God") in example (13) 
GOD
Metapragmatic representation is the marriage of the spoken word to the performance event's manifestation by referring to what is happening in the verbal art. Keane (1997:50) asserts that, at their core, prayers and spells are metapragmatic: "they reflexively refer to the very actions they are undertaking." In the introduction to this volume, Frog and Tarkka add that verbal art contains "references to, reflections on, and representations of the verbal art being performed and of the performer in the act of performance." SJQ prayers are rich in metapragmatic references regarding the petitioner's agency, identity, and authority. Many passages in Prayers for the Community vocalize bodily actions (kneeling, walking on knees, and gestures such as crossing themselves and pounding on their chests) that petitioners perform while they recite their prayers and advance toward the altar. The four parallel verses in example (14) illustrate these metapragmatic reflections. The metonymic use of body-part terms ("hand//mouth" in the first couplet) expresses the action of voicing the prayers out loud while concurrently performing the gestures that are included in Catholic worship. Actions performed during this ritual include making the sign of the cross, striking the breast, passing candles, and offering up a prayer using the iconography of a saint. The second couplet in this structure is a statement of identity and agency. The speaker identifies himself as the one conducting the prayers out of his love and care for the community: Example (15) further illustrates embodied prayer, performance, and action. In this section, Cortés voices the actions he performs during the prayer event stating that he is walking on his knees along with the other petitioners (line 93). Next, he reiterates the "hand//mouth" formula in the "to ask with ___" frame to declare that he is carrying out the prayers seen in example (14) (verses 94-95). He then states that he is kneeling in place, indicating his bodily stance (line 96). Finally, pairing the words "face" and "feet," he reflects on his actions and posture while he walks on his knees and speaks the prayer aloud as he advances toward the altar (verses 97-98): Many passages of Prayers for the Community are dedicated to the reflection, assertion, and expression of the performer's identity and authority. This metapragmatic assertion is vocalized when the worshiper states that he has come to this prayer event infused with two powerful forces: spiritual assistance from his parents, and the instruments of prayer in the form of the cross and sacred staff. The petitioner states that these elements endow him with the authority to represent the community. This is illustrated below in example (16) 
Performance
The performance of the Prayers for the Community adheres to a specific culturally expected form, idiom, content, and organization. Each petitioner has the freedom to apply his own personal style to the basic form. In this respect SJQ oral prayers correspond with the view of rigidity and flexibility of oral traditions around the world according to Oral-Formulaic Theory (Parry 1971; Lord 1960 and 1991; Foley 1990) .
SJQ supplications are spoken in a rapid crescendo ending in almost incomprehensible speech. The beginning of each paragraph is delivered in a strong and clear voice. As the prayer progresses, the petitioner's voice becomes faint, feeble, and often times inaudible. This is illustrated in stanza II of Cortés's prayer (see appendix): Ka 24 kqu 1 ni 1 / Ka 24 klu 1 ni 1 ("Now they are about to grow / Now they are about to thrive") (verses 3-4). This section is spoken loudly and clearly. As the petition progresses the rendition becomes softer and fainter. The end of stanza II -Ka 24 tyqin 32 ni 1 ("Now they are about to establish themselves") (line 6), is said more softly and almost mumbled. At this point the petitioner briefly pauses to breathe and gather the energy to start a new stanza. Then, at the beginning of stanza III, before starting a new paragraph, Cortés once again energetically utters Ka 24 tyi 20 ton 1 ("They are about to rise up,") (verse 7).
Comparison of the two prayers reveals various commonalities and differences. Both prayers invoke and exalt the spirits by describing their physical and moral characteristics. Both speakers declare their hope that the new generation will follow in their ancestors' footsteps and will be able to maintain and continue the community and its traditions. While Cortés' prayer is rich in metapragmatic reflections of his own agency, authority, and identity, Zurita's prayer does not touch upon such points. Cortés recounts the personal sacrifices he has made to the community and asserts his willingness to do so because his services were offered to the spirits the moment he was born. When these prayers were spoken, Cortés was serving his last compulsory position in City Hall, and perhaps for this reason he elaborates on his service to the community. Structurally, Zurita's prayer contains macro-parallelism that is not present in Cortés' prayer.
Conclusion
The Prayers for the Community offer splendid examples of the dynamic range of parallelism found in the Chatino language, adding to the study of that found in other Mesoamerican languages. The two prayers examined here reveal assorted structures of parallelism working in conjunction with repetition, formulaic expressions, performance, as well as a wealth of stylistic features such as metaphor, anaphora, and metonymy. Parallel verses are organized around hierarchical parallel structures of both symmetrical and asymmetrical parallel stanzas.
SJQ petitioners skillfully manipulate Chatino grammar. Many hierarchical parallel structures are built from repetitions of single complex sentences. The different sentence elements, such as the main clause and the complement of the clause, are repeated a number of times. Similarly, formulaic expressions are built by pairings of positional, existential, and motion predicates. These elements provide cohesion, tension, and poetic contrast to these prayers.
SJQ petitioners spent a great deal of time rationalizing and reflecting on their gestures, bodily movements, and actions during prayer. In an effort to achieve a stronger and more forceful prayer, petitioners articulate their concurrent bodily actions through their verbal art. Each petitioner brings his own collective knowledge and experiences to bear in their respective prayers. Both Zurita and Cortés ably represent their community, one as a community elder and the other an elected official. While both prayers appeal on behalf of the new generation that they might grow and become a force in the community, Cortés' prayer places a greater emphasis on voicing his own agency, identity, and authority in his performance.
The examples of the Prayers for the Community are consistent with the verbal art found in SJQ, Eastern Chatino. There is a long tradition of orators using formulaic expressions and parallelism with the latitude to embellish their own style within the verbal discourse. This verbal art is also consistent with poetic forms found throughout Mesoamerican poetic traditions. 
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Appendix 2: The Prayers
Audio recordings of the prayers were transcribed into the Chatino language by the author using time aligned annotation with EUDICO Linguistic Annotator (ELAN). Breaks and sections in the text were made using parallelism. The texts are presented in four columns: Column 1 is the line number; column 2 divides the texts into stanzas; and column 3 shows the division of the text into parts, which are ultimately the themes and topics elaborated by the texts. It also holds the Chatino transcription with the gloss of each lexical item below it. This presentation follows Urban (2010) . Column 4 provides an English translation of the same.
Simón Zurita's Prayer
Simón Zurita's prayer is divided into three parts and topics are largely organized in the following way. Verses 1-3, stanzas I-II, invoke the deities and ancestors. Verses 4-13, stanzas II-III, describe the ancestors and the lives that they led while in this world. Verses 14-23, stanzas IV-V, describe the young generation. Verses 27-41, stanzas VII-X, are the petitions made to the deities and ancestors, and verses 42-44, stanza XI, again invoke the deities. 
Wenceslao Cortés' Prayer
Cortés' prayer is divided into six parts. Part I describes the new generation, stating that they are young and inexperienced. Part II underscores the petitioner's responsibility for praying on behalf of the new generation. In part III, Cortés voices his hopes that the new generation will prosper, survive, and thrive, and that they become exemplary citizens and a force for their families and community. In parts IV and V Cortés emphasizes tradition, stating that the ancestors petitioned prayers on behalf of the new generation in a similar fashion. Cortés culminates his prayer in part VI by exalting the spirits and the images of the Catholic Church. 
